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If you take anything away from this 
book, we hope you'll see that by 
fetgh brush or stylus, all of our artists 

exed the most creative muscle of all -- 
their heart. 


We believe that when making a film, 
we have a responsibility to say 
something important. For us our 
message was simple: GET TO KNOW 
PEOPLE. Look beyond the labels 
others have created. By forming our 
own opinions and questioning the 
opinions that came before, we can see 
others for their authentic selves. That's 
all any of us could ever want. 


That is the spirit of Nimona. 
With Love, 
Nick & Troy 
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OUTSID! 
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Our theme is about perception, expectation and acceptance. Every visual choice om the 
Film was designed to reimforce these concepts. We specifically chose a look that 
allowed us to play with the conventions associated with classic, 2D, Fantasy 
animation im order to hold up a mirror to the medieval thinking that exists im 
Our world, so we could destroy it and remake it iMto something completely 
and utterly itself. Our visuals play with juxtaposition and contrast. 

Classic, princess fairytale versus gritty, Futuristic dystopia. Truth 
Versus expectation, Light versus dark. lam this, not that. 


“True acceptance is seeing someone for who they are, not what we think they are.” 


Using this theme as Our guide, we looked to two 
iconic, Golden Age artists to help define those 
conventions: Eyvimd Earle and Charley Harper. 
And after extensive avialysis, we adapted 
ana translated some Of their tenets imto a 
rich, cmematic, 3D umiverse OF Our Film. 


A. 


DESIGN 


Fundamental Principles 


In order to be specific about how 
we stylized our forms, we relied 
on three fundamental approaches 
layered on top of each other: 


EDITORIALIZATION 


The removal of unnecessary detail 
to simplify a subject to its base icon 


We reduced everything down to 
the specific, unique icon of that 
object. This was done to visually 
reinforce the theme by reducing 
everything down to the perception 
or the expectation of that specific 
thing 
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STYLIZATION 


The application of a specific visual 
language and set of principles in a 
esign 


Our style, at its core, evolved from 
the work of Charley Harper and 
Eyvind Earle and interpreted some 
of their visual tenets into the 
dimensional world of the moving, 
performing cinematic space. 


CARICATURIZATION 


The identification and 
exaggeration of iconic 
characteristics of a subject. 


And lastly, to reinforce the depth 
of the performance through the 
designs, we made sure to exagger- 
ate the designs and leaned into the 
classic principles of animation 


A, 


DESIGN 


Law of Simplicity 


This rule governed every visual 
choice we made. It applied to 

all aspects of the film: line, form, 
design, color, light, materials, etc 
Bold visual choices were made 
bolder. Subtler choices were made 
so subtle they were only felt or 
removed entirely. For example, if 
something felt close to a straight 
line, we made it into a graphic 
straight line. If something felt like it 
could be simplified into a simple 
geometric curve, we did so. Hard 
edges became harder. Soft edges 
were softened to the verge of per- 
ception or removed 


TEE 


PLANARITY 


Geometry was designed purposely 
L AW O F S | M Pp L | ( | T Y to reinforce lighting. Planes were 


emphasized and art directed to 
create appealing light shapes so 


To create an icon, reduce an element to the our lighting style could work easier 


out of the box without sacrificing 


simplest, clearest expression of its base concept. design or performance. 


Note: There will be a few 
specific times when the core 
idea is not related to the 
subject itself, but is a 
story-driven element. 

This will be noted when it 
occurs. 


Hard or mostly hard transitions will 
become harder 


L CASE 
mi-hard 


transitions 


transition, 


. ay -_ 
Make soft transitions extremely soft or remove them 


entirely and simplify the shape overall 


For materials with 
specularity, we 
styled the approach 
fo create a simplified 


When applic 
we utilized atmo- 


spheric environmen- 
tal lights to globally 
create simple light 
gradients over both 


the character and 
the set 
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A 


DESIGN 


Global Design Language 


Here is the cheat sheet for most of 
the tenets for the visual language of 
Nimona. 


/, MATCH KEY 
ANGLES 


small 


small breakaway 
details 


MASSES 
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VY x xX 


STRAIGHTS 
CURVES eRe comme xxv STRAIGHT 
s S an CONVEX NO SORSETE 
VISUAL 
REST 
SPEEDFORM 
FLOW 
RHYTHM 
THE MOTHER SHAPES 
STRAIGHT PIPE BEND LEAF SHAPE LONG CURVE 
(FILLET EDGE) 
5 LZ” 
Ashape resulting from 
Ss —_ seg er CO ———,* 
PO 
eS 
simple, — 
geometric 


SHAPES! VARY LINE WEIGHTS 


e 75:25 
45° 60 e 
fe) F : : 
e aK fio. Foo H MODERN MEDIEVAL 
ws CONTEMPORARY TRADITIONAL 


MOTHER ANGLES STYLE NATURALISM 


A FLOW PU: 


SHES 


THE INSTITUTE 


The language of the Institute is 
designed to be perfect, geo- 


metric, rigid, structured and 
inorganic. It emphasizes verti- 


cality and an airy, ethereal and 
divine voice. It personifies the 
glorious savior, the protector 
and the white knight. Gleaming 
metal, white pelihed marble, 


ornate patterning and gold 
everywhere you look. All Insti- 
tute-related elements adhered 
strictly to the design tenets 


DESIGN UP & OUT 
Group Specific Design Dialects 
THE y 
WATERFALL BEND 
le |e he 
x vv 
ONLY 45° or 60° 
FOR ALL WATERFALL BENDS 
TALL 
THE ETHEREAL 
60° GRID EV 
SPACING ¢ REPETITION 
DOMINANT 
mn oH) i 
THE 
LUT | io 
tia ‘the 
PARALLELS 
DOMINANT SHAPES g HORIZONTALS 
MY 
g 6 y 38 
A . 


below. 


ICON: 


SWORD 


=| 


SYMMETRY 
1 


NIMONA 


The language of Nimona was 
designed to showcase her 
voice. It is spontaneous, or- 
ganic, charmingly imperfect 
and fluid. It emphasizes rhythm 
and movement and embraces UNEVEN 

the specific nuances that come SPAC! REPETITION 


SPEEDFORM CURVE 


together to create the unique \ 

whole. Tactile, handmade \ | 
textiles, chaotic, asymmetrical Ls! 
layering and grouping and 

bold juxtaposition define the FLOW 


language of Nimona. PUSHES 
DOWN 


& OUT 


VIAL 


ORGANIC GRID 


ICON: 


FLAME 


ORGANIC RHYTHMS 


—— 


ASYMMETRY DOMINANT SHAPES 


1 
Ra FILLET 
orcANics  FDGES 
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A. 


DESIGN 


The Grid in 3D 


One of the most important tenets 
we borrowed from our reference 
material was the use of grids in 
our foundational language. This 
was a tricky visual tenet because 
what can work beautifully in stat- 
ic, two-dimensions can be tricky 
to translate in dynamic, deforming 
three-dimensional objects. To 
effectively translate the grid into 
three dimensions, we thought of it 
as a lattice. This applied to both 
rigid, geometric grids and looser, 
more organic ee We used the 
application rules on this page to 
preserve the integrity of the grid in 
the various situations encountered 
on the film. 


2 


THE GRID ON MATERIALS 


Placing the grid in materials 
was a great way of having the 
grid felt. See the MATERIALS 
section for more detail. 
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ON OBJECTS THAT DEFORM, CHANGE OR MOVE 


Utilize hard landmarks where applicable Design for the rest pose 
For objects that had a mix of deformation areas There was no way to truly maintain the grid in 
and hard static areas (characters, organic ele- motion without dramatically limiting performance. 
ments, etc...), we applied the grid to the static However, we learned that by designing the grid 
landmarks. Then, even if the object deformed and to be present in rest poses, the character could 
changed, the fixed landmarks still aligned regard- align with the grid, then move through extreme 
less of situation. For example, on a character's deformations and come to rest back at the next 
face we applied the grid to the hard landmarks: key pose. For example, on a plant, the wind might 
temples, hairlines, ears, jawline, nose, cheek- blow it and characters might push it aside, but it 
bones: facial hair’ete. will always come back to the rest pose aligned 
. . with the grid. 


ON STATIC OBJECTS 


Static objects were much easier to apply the 
grid to (hard surface objects, set pieces, build- 
ings, vehicles, props, matte paintings, etc...). 
The trick with this was that we had to make 
sure there was enough complexity so the grid 
wasn't too obvious. 


Utilize the organic grid 


Rhythms, lines of action and flow lines (even 
in motion) were used to convey the less rigid 
organic grid. 


RHYTHM he 
Fluid rhythm and flow 


ment 

ll should 
have its own strong rhythms an 
sense of flow. Rhythms were * 
designed to be organic, geo- 
metric, curvilinear, rectilinear or 
polygonal. As much as possible, 
we designed rhythms to connect 
and flow into each other. These 
connections were: 


explicit (where two ommore 
shapes connechdind flow into 
each other) 

implied (where shapes are 
organized to imply.a 
connection across the negative 
space between them). 


Ey Rhythm 


Ba bc plicd COmmenion 


~ When thythm,or flow lines 


crossed or converged and then 
diverged, tangents were cred 


On NIMONA,tangents * 
Bor best friends. When aay 


ble, we looked for areas where 


elements could be nudged to 
create converging flow lines and 
urposeful tangents. This could 
appen in any element (ie, light 
shapes, grass patches, glass secd 
tion on a building, beard shapes) 
etc...). We tried to organize 
blocks of different elements to 
converge to create complex, in- 
teresting tangents (see the grass, 
cliffsides and pine stands on this 


page). When multiple rhythms 


crossed at a point, we tried to 
flip the blocks of elements, values 
or colors to create visudl textute “ 


hile maintaining the tangent. 7 | 
d 
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Ay 


To reinforce our visual metaphor 
of perception and expectation, 
we organized everything so the 
closer you got to something, the 
more you saw and understood, 
and as you moved away, the 
more the object became an icon 
and the expectation of the object. 


As any object receded from 
camera, its Level of Style (LOS) 
changed and details were simpli- 
fied or stripped away (including 
geometric detail, material com- 
plexity, lighting complexity, etc...) 
LOSO Cle p 
-higher contrast of skin micro 
detail 

LOS1 1 

-base materials 


-normal light styling 
-no reduction of details 


LOS 2 Juced Ol 
-remove/filter out subtle 
details 

-remove occlusion 


LOS 3 Reduced 02 
-simplified/reduced detail 
-dot eyes, no eye whites 
-simplified silhouette 
-scaled up textures 
-limited color 
complexity 

-no occlusion 


on-s¢ 
LOS 4 Sprite 


-graphic geometric sprite 

-no eyes 

-simplified performance 
einpliiied lighting (lit or not) 


CHARACTER 


Extreme Closeup 


ae “Re 
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rum cycle by 


jomes 


ato os | 
color callout by 
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versions of the Film 
put never made 
it imto the Fmt 
_) version. One of the 
2 crew fovorites was 
the amazing gnome 
by Oli. 
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sculpt by Vicki saulls 
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moment Painting by 


JEFF turley 


moment painting by 
Jerr vrtey 


MOmen?z Painting by 
Valerie Kao 
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early explorations 


by sang jum lee 


; tarly exploration 
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First, we Played her like in the 
comic, where she is More Obvious! 
the villain, We leaned into that 
costume. We tried h. 
However, 


tr as a goblin, 
after a few iterations, 
we realized we need 


ed someone 
who was ab 


it more benevolent. We 
Meeded her toread @s 900d From 


the start. She had to be a person 
who truly believed she was doin 
the right thing. Someone to whom 
the ends justified the means, So 
she became a true believer who 
would do anything, even to the. 
poimt of Fomaticism, 
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DESIGN 


Translating the Source 


The world of NIMONA is a 
futuristic one stuck in a medie- 
val mindset. As such, every el- 
ement needed to be derived 
from the medieval vernacular. 
It also needed to feel different 
from our world, which also 
evolved from the medieval 
world. We used these two 
approaches to address each 
design challenge. 


MEDIEVAL SILHOUETTE, 
CONTEMPORARY DESIGN 


We took a medieval design or 
silhouette and constructed it in 
the contemporary vernacular. 
We did things like updated the 
materials, construction tech- 
niques, function, etc... but we 
also made sure to retain the 
overall intention of the original 
source materials. We thought 


of it as the modern reimagining 


approach. 


CONTEMPORARY DESIGN 
USING MEDIEVAL ELEMENTS 


We also took a medieval ele- 


ment, technique and/or principle 
and deconstructed it to use it in a 


new, contemporary way. 
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Reinforce The Flow 


MEDIEVAL SILHOUETTE, CONTEMPORARY DESIGN 
y Se ' ~~ x iV Always bias cloth to one side. 
f | Add weight, flow or wind to the 
‘ Ms motivated side, and a clean line 
ee, 


to the other. 


CONTEMPORARY DESIGN USING MEDIEVAL ELEMENTS 


Take the 
quilting ona 
gambeson... 


...and use it 
in a modern 
way 


Clothing Of The Institute 

The clothing of the Institute is 

much more fitted, tight and 

_ clean, but should still bias the 
flowing parts. 
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A Dark Reflection 


Mixing the design languages 
of medieval and future can 
present some interesting 
challenges. We do not want 
our world to feel like a 
caricature or a pun. At the 
same time we need it to be 
both a mirror of our world and 
feel different and separate. 
However, our world evolved 
from the medieval and still 
retains heavy influences, 
especially in regards to 
architecture. So how do we 
differentiate our world? 


From an application 
standpoint, it is easy to push 
the futuristic and make it feel 
unique. It is hard, however, to 
do the same with the 

medieval language and not 
have it feel too much like our 
world or like a caricature. 
When designing a world 
based on a mix of these two 
contrasting ideas, focus on 

the classic adage “form follows 
function.” What is this, what is it 
for? Focus on purpose first, 
then use the approaches here 
to help with appearance. 
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SCALE IT UP 
Take an architectural 
element, scale it up, turn 
it into a building itself 
(e.g. take an arch and 
turn it into a skyscraper). 


Le fy —<\ 


MODERN LOOK, 
MEDIEVAL TECHNIQUE 


Modern look or design 
built with medieval or 
traditional techniques, 
materials and functions. 
They would have gotten 
really good with these 
materials = and the 
techniques of utilizing 
them (e.g. a skyscraper 
made of half timber). 


HOLDOVER, 
REVIVAL 


An outdated look or tech- 


nique that has persisted 
to the present day or an 
old-fashioned look that has 
returned to popularity be- 
cause of current trends, but 
with a modern twist (e.g., a 
cruck house housing devel- 
opment). 


MEDIEVAL LOOK, 
MODERN TECHNIQUE 


Medieval look and/or 


silhouette with modern 

techniques, materials or 

function (eg. a castle 

made of glass and 
steel). 


SHOWCASE AND REFLECT 
(not pictured) 


Show off the glory of the 
past without detracting from 
it. Place the old against or 
within a modern setting that 
shows off the old or make 
modern elements more 
subtle (e.g. The Hancock 
Tower in Boston). 
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Urban Morphology 


While we are creating a 
fantasy world designed on the 
themes of the film, it still needs 
to feel like a real place. It 
needs to be a place that can 
continue on without our 
characters. It should be rich 
and genuine with purpose and 
story behind everything. It 
should feel like a place that 
people have lived in and died 
in for generations. It should 
not feel overly designed or 
perfect. 


To accomplish this, 
pay attention to these high-level 
conceits: 


-Age and Time 
-Locale 


-Culture 


AGE AND TIME 


It is very important that we 
make sure to showcase time 
in our world choices. This is 
a cloistered world that has 
lived in its bubble for 
millennia. Everything has 
been built on what came 
before. It has a history. The 
past is important. The 
passage of time is 
important. 


Organic City Layout 


Leveraging off of medieval 
city organization, our city 
was not designed. It grew 
organically. Some areas 
were laid out purposefully 
new developments or strict 
nstitute developments) but 
most grew organically over 
time based on the needs of 
the population. It is not 
Manhattan. It is London, 
Rome, Prague, Venice. It has 
older, tight. meandering, 
overhung streets, wide, 
newer central avenues, 
specific neighborhoods for 


specific functions and 
classes, older parts, newer 
parts, etc. 


Variety in Dressing 


To help showcase the 
passage of time. leverage off 
variety in visual trends. 
For example: 


-variety of artistic substyles 
within a medium (multiple 
styles of statuary, painting. 
pop art, graffiti. etc...) 


-variety of architectural 
styles and trends (modern, 
baroque, brutalist, etc...) 


-variety of building age and 
wear (old, new, run-down, 
pristine, etc...) 


Note: Any substyle still needs 
to be designed within the 
global design language. Be 
conscious of this so as to not 
water down the look. 


198 


city explorations by 


OaSSaF horowitz 


city explora 


201 


tiom by 


aidan sygano 


Kevin yang 


WTAE Fa 
PE 


Mash dunniga 


of 


city explorations by 


aSSaF 


horowitz 


202 


nN, 
COLOR 


NTRAL AVENUE 
‘a ) Contemporary and modern. Ground 
gu ed in stone and wood, masonry and 


half timber. The palette of the major 


It 


ity of the city she 


flect the ep 


ome of the 


[ae 


er = 


HUNTS 
auanuenntnenntnen 
OUUDERGENEEEEN, 
anuaangagunanaagae 
ST 
COC e ae ; NAN / anvonniaaeentatt 
: 7 sussaynganangenas 

- Uanbenpsuanarenatt. 
EEOTGES anenynaanentnite 
~ SUL 

stent aaner nana 
ena 
STULL 
aun yesaaneneeaye 
cenepayeenaaransat 
PLL 
vaganaunaeereie 


ne i 
on eee 


i, 


PARAL 


AVAVAVAY 


TUITEEETINNNIT 
Bose 
Bose 


us ‘0 
vugunanngneeantt rs i 
suunrannanennnat si 5a 
avvneepoanannntte m 
cuvsuenunsannent q fm vooncco um 0 

' ' 


tantentsaysanenety 
eavayngeannecstaat: 


buildings ;: aidansugano 204 


& 


i 


Ha | 
Elis * 


Z, 
Ai I al 
“NGA FF 


wanranrapcapansd 1 SIGE feet hs al Maal 


eB [f J 
SS SSS SSeS eee 


Nay 


a 
VEREEOUT DEDSEERENE LREEEEE!, 


NG, 
MATERIALS 


Ne 


MATERIALS 


‘4 PY na ws . He 


Va 


| ii} 
AX 


e, crystal ku 


ME, 
ne 
ENVIRONMENT 


Urban Morphology 


While we are creating a 
fantasy world designed on the 
themes of the film, it still needs 
to feel like a real place. It 
needs to be a place that can 
continue on without our 
characters. It should be rich 
and genuine with purpose and 
story behind everything. It 
should feel like a place that 
people have lived in and died 
in for generations. It should 
not feel overly designed or 
perfect 


To accomplish this, 
pay attention to these high-level 
conceits: 


-Culture 


CULTURE 

The culture of our world should 
be rich. distinct and present 
everywhere. Rigid social rules 
dictate where and how each of 
those groups live and the visual 
language of each 
Neighborhoods and _— shared 
spaces have specific accessibility 
rules. They have maintained 
traditional and at times archaic 
customs practices rules, 
professions and _ infrastructural 
needs. Look for places in the city 
to organically and visually instill 

this worldbuilding 
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Urban Morphology 


While we are creating a 
fantasy world designed on the 
themes of the film, it still needs 
to feel like a real place. It 
needs to be a place that can 
continue on without our 
characters. It should be rich 
and genuine with purpose and 
story behind everything. It 
should feel like a place that 
people have lived in and died 
in for generations. It should 
not feel overly designed or 
perfect 


To accomplish this, 
pay attention to these high-level 
conceits: 


-Locale 


LOCALE 


While this place is 
completely fictional, __ it 
carries a strong importance 
on place. This kingdom is a 
defining feature of its culture 
and the people who live 
there. It needs to be a 
character in and of itself 
Here are some fundamental 
conceits that help define 
what that character is 
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Topography 


For the majority of the 
kingdom's history, there were 
no large-scale — earthworks. 
The built environment, with a 
few exceptions, utilizes the 
existing landscape. As such, 
the terrain of the overall city 
is varied. It has hills, valleys, 
dips and rises. The city was 
then built to work with these 
geographic features with the 
one exception being the 
main avenues. 


Space 


Space within the walls is 
expensive and limited, so 
every inch is used. Due to 
the fixed border, expansion 
and growth mainly happen 
vertically, not horizontally. 
Land is at a premium and 
airspace is used creative- 
ly. For example, leverage off 
the medieval trend of having 
upper stories step out and 
overhang the street, even 
for skyscrapers. Tunnels and 
roads can go through build- 
ings, and since we have flying 
carriages, passages can be cut 
through upper stories as well. 


Vernacular Architecture 


In our case, our vernacular 
borrows heavily from a wide 
range of medieval styles 
mixed with the futuristic and 
contemporary. |lalf-timber 
and glass skyscraper, 
circular stone keep and brick 
housing project 
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Nature 


When editorializing and stylizing 
nature, the goal is to design the 
icon. Identify the key traits that 
make up that object. Remove all 
unnecessary detail to create the 
simplest expression of that 

object. Organize it in regards to 
the visual language of NIMONA. 
Below are some of the key areas to 
pay attention to: 


LOCAL COLOR 

What are the basic colors that make 
up that object? How much color 
nuance do you really need to 
accurately depict it without making 
it overly complex? Do you need to 
push or pull any of the colors or 
values to keep it reading clearly? 


SHAPE 

Identify the minimal number of 
different shapes needed to convey 
that object 


GESTURE AND RHYTHM 

How are all the elements that make 
up that object organized? |s there 
an overall gesture to the entire 
object? What about each element 
that makes it up? Make sure to 
utilize straights versus curves, and 
strong rhythms 


REPETITION 

When possible, organize the 
elements to adhere to an organic or 
geometric pattern. Is there a 
natural pattern that object 
inherently has anyway? Can that be 
utilized, caricatured or amplified? 


a resulting design 


feel more clear and plant-like 
than the photo can depict, 
because you are showcasing 
only it’s iconie features. 
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Grass and Foliage 


Areas with a high amount of 
detail, especially high organic 
detail. can very quickly break 
the stylistic cohesion of the 
frame. To maintain the simple, 
illustrative quality that defines 
our look, utilize the guidelines 
below: 


-Color and Value Grouping 
Based on Lighting 
Detail and Occlusion 


Management 


Transition 


Variety 
Aedium, Small 
Jette 
Naturalistic Motion 
Rich Variety in Dressing 


Reduced or fr 


Clear silhouettes| 
on elements that 
define an object 
(leaves, grass 
blades, flowers; 
etc...) 


moved 
occlusion 


and» value. 
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2) Break up edges by adding 
shapes and cutting out shapes, = 


1) Basic graphic shape, 


A mix of cut out shapes 


and dark overlayed shapes, 4 


Soften the edges of the 
bottom and shadow side 


of 
the shape. 
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Every aspect of this world and 
its culture has been permeated 
with the myth of Gloreth and 
steeped in an undercurrent of 
fear. Deep at its heart, our 
society is an oppressive 
society veiled behind the 
glory and benevolence of 
heroes. As such, elements of 
is ideology need to be seen 
and felt in all aspects of our 
environment. There are two 
foundational areas where 
these can be expressed: 


his is institutional, 
state-sponsored propaganda 
within the built environment 
that was intentionally 
designed to showcase 

these ideals 

-signage, banners, posters, 
flyers, pamphlets, literature 
-sculpture and statuary. 
architectural elements, reliefs 


This is how the ideology and 
beliefs have permeated into 
and precipitated out of the 
masses 

-pop culture, media 
entertainment, music, art, 
graffiti, merchandising 
advertising 

-mannerisms, colloquialisms, 
social interactions, etc 
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Knights are our athletes, 
our celebrities, our heroes. 
They are looked up to, ad- 
mired and are who every 
child aspires to be. They 
are our protectors. They 
kill that which we fear most 
and that act of destruction 
is noble and glorious. 


REPORT ANY SUSPICIOUS 
ACTIVITY 


ys 


It needs to feel real, 
serious, scary and ever 
present. In actuality, 
there has not been a 
monster attack since the 
first. so the fear and 
belief of the possibility 
is the only thing keeping 
the populace in check 
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We keep you sale 
We are your heroes 
We are proud of our 


glorious past. It is 
tradition that keeps us 
safe. If you break 


tradition, the kingdom 
will fall, and we will all 
be lost to monsters 
(must feel benevolent, 
not openly oppressive) 


Harken to how religious 
art and iconography 
were used in medieval 
society (Gloreth=Christ 
figure, knights=saints, In- 
stitute=church). Gloreth’s 
image should be on evy- 
erything: iconography, 
imagery, sculpture, etc... 
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color b aidan sugano 


*ALL SHIELDS ARE 
HOLOGRAMS THAT 
PROJECT FROM 
THE EITHER THE 
BRACER OR GLOVE 
(IN THE CASE OF 
THE BUCKLER) 
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SWORD B BUCKLER 


SHIELD 
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DAGGERS 


SCUTUM 


Materials had a huge job on this film. First, we 
hadto use materials to replace specific geomet- 
ric details based on a simple but subjective prin- 
ciple if it felt like it was attached to the skin, then 
paint it on, but ifit needed to change or react in 
any way, then it needed atechnical solution. Sec- 
ond, because of the visual style, we couldn't use 
anything out of the box, so every single material 
had to be designed from scratch. And third, be- 
cause we wanted to maintain a consistent den- 
sity of detail across the entire frame, we had to 
design our materials so they changed in com- 
plexity depending on the proximity to the cam- 
era, So details visually disappeared or unified to 
replace geometric detail and maintain simplicity. 
It made us think about how, for example, we 
could design a specific wood pattern with the 
fewest possible elements, or how we could sim- 
plify metal or glass to feel and perform like metal 

277 or glass but not be too complex. 


swatch designs by 


MATERIALS 
Detail Filtering (LOS) 


MATERIALS base secondary tertiary primary secondary textural 
Overview BIG Medium colors color variation color detail lines lines accents 


In our look, materials, 
textures and patterns all 
function in the same way 
and can all be thought of 
interchangeably. They will 
be flat, graphic and 
deliberate with no physical 
textural detail or bump 
whatsoever. Materials have 
been purposefully designed 
to replace a certain amount 
of geometric detail. As such, 
geometric form and painted 
materials will need to work 
together to account for the 
lack of textural nuance and 
avoid materials that feel 
‘painted on.’ Due to the 
breadth of stylization on our 
film, we will not have the 
ability to leverage off 
out-of-the-box or 
naturalistic materials, so 
every material, texture and 
pattern must be designed in 
our style with no exceptions. 


Our materials will be 
designed using these three 
fundamental elements: 


Shape 
Color 
Line 


Shape 

First, identify the iconic 
hapes that define that 
material. Organize shapes 
based on big, medium and 
small 


a 


Hierarchy is very important 
to our design language, so 
he largest. boldest shapes 
hould be put down first, then 
medium-sized, more subtle 
shapes and finally the small 
details that define the texture 
or pattern 


oe 


The small details can also be 
used to graphically soften a 
border between shapes. 


Color 


Colors and values should feel 
rich and overall naturalistic. 
However, they will need to be 
abstracted and stylized slightly 
to make sure the graphic read 
is maintained and there is clear 
separation between shapes. 
Temperature and hue can also 
be utilized to add nuance and 
subtlety without breaking value 
structures or making things feel 
monochromatic. 


Try to limit the number of 

colors to just enough to create 
subtlety and nuance, but not too 
much that they create false 
gradients or feel realistically 
complex. 


Line 

Line is an extremely 
important aspect of our 
materials. It should be used 
to replace any thin visual 
elements or material details 
ike cracks, striations, 
strands, fibers, etc... 


ry to maintain a good 
hierarchy (thick, medium, 
hin) of line weights. Also 
try to organize your lines to 
reinforce the rhythms and 
balance our the other 
details. Like the other 
elements, make sure to put in 
just enough lines to 

define the material and 
create subtlety, but not too 


Materials will also have to 
be designed with LOS 
(Level of Style) in mind and 
will take advantage of the 
natural filtering of the human 
eye. 


Organize the values, colors 
and sizes of material 
elements with a purposeful 
hierarchy so that details 
disappear or unify into one 
color as they recede. 


Utilize the Law of Simplicity 
here as well. Try to 
exaggerate or reduce 
values and colors so they 
can group accordingly. 


BACKGROUND 


Line, strokes and details filter out 


Details collapse and unify into simple, 


single color masses 


Simple geometric forms 


MIDGROUND 


Secondary and tertiary details present 


Some colors/values filter out creating a 


reduced, simpler material 


Large geometric form details only 


FOREGROUND 


Primary, secondary and tertiary levels 


of detail present 
Subtlety in color and value 


Geometric form detail 


GLOSIEUIP 


All levels of detail present (primary 
secondary, tertiary, microdetail) 


Full range of subtlety in color and value 


Geometric form detail 


Utilize the Squint Test to check if your materials are simplifying correctly. 
Squint down at your designs. Can you read the simple stylized shapes still or is 
there too much subtlety, nuance, edge breakup, fine details, etc...2 Are the 


many to make a busy or 
overly complicated design. 


For further reference, look to 
any work by Charley Harper 
and the style analysis at the 
beginning of this guide 


Establish a clear color and 
value hierarchy that utilizes 
natural eye filtering to reinforce 
LOS. =—— @-"" 


values or colors balanced enough to give you multiple levels of detail reads or 
do they need to be tweaked? Is there enough subtlety in the temperature ranges? 


279 280 


MATERIALS 


;e0ometric v. ‘Painted’ Detail 


Even though our style is designed 
to look flat and simple. that does 
not mean it should feel or be built 
that way. Geometric complexity 
and subtlety still need to exist but 
ina simplified and caricatured 
way. Materials and form need to 
be designed in tandem to provide 
just enough detail to define the 
object but not too much to break 
the look. Motion and lighting will 
also reveal and imply much of this 
geometric detail, so be conscious 
to not add too little or too much. 


When deciding what should be 
modeled detail and what should 
be painted material detail, utilize 
the Law of Simplicity. Ask 
yourself: 


As a camera passes over, how much 


geometric detail do you need to give 


the impression of that object? 


Do we need to perceive dimension 


or form, or can 


hat detail live in the 


painted material? 


Does that object need geometric 
details for our simplified lighting to 
catch? 


A simple way to think of this is: 
If it feels like it could be a 
texture or painted on, paint it 


on. 


If not, simplify the geometric 
detail. 
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MG 

Medium form details filter out 
(cracks and subtler plane 
changes). The majority of 
geometric detail will be felt 
more than seen, especially in 
motion._ 


FG 
Subtle details (striations, wood grain, wear 

and age marks, small cracks, knotholes, etc...) 
can be painted on as a material 


Geometric details are 
editorialized down to only 
the important bare minimum 
to maintain a simple but 
nuanced geometric icon. 
Large to medium sized cracks 
and plane changes can be 
seen this close. _ 


Materials play a larger role in 
conveying the visual interest 

and information at this 
distance. 


BG 


Geometric detail, except the very large, 


filters out completely. Materials filter and 


simplify. Color, value and shape define the 
object. 


A Case Study: Cobblestones 


As the camera passes over the 
cobblestones. even in albedo or flat 
lit settings with all occlusion 
removed, you will perceive form. 
You will feel how the silhouette 
changes. how textures wrap and 
travel over the form, how larger 
cuts or edges change angle, etc.. . 
In this case, a reduced amount of 
that geometric detail is needed and 
flattening out all form is 

inappropriate 


However, small cracks, color 
differentiations. striations. grit. 
etc.. all can be painted on because 
even in our world, those details 
would feel baked in to some 

degree. 


Our approach to lighting and look 
on this film will flatten out the 
majority of the geometric detail. 
but that detail will still be 
perceived, so avoid flattening out 
too much prematurely. Otherwise. 
our environments will tend to feel 

too flat. low poly and gamey 


MATERIALS 


Material v. Object Pattern 


MATERIAL PATTERNS 


Since the look of NIMONA 
treats screen space as an 
illustration rather than a 
snapshot or a 3D world, 
patterns exist not only on 
objects but in the entire 
frame using objects. As 
such, there are a few 
different ways to think about 
creating patterns on 


NIMONA: 


MATERIAL PATTERNS: 
Materials, textures and 
patterns that exist on 
objects which are designed 
to function as materials in 
our flat style. These include 
prints on fabrics, cloth types 
and textures, metal 
scratches, skin detail, hair 
strand details, hair patterns 
on animals, textures on 
leaves, bark, stone, wood, 
concrete, marble, etc... 


OBJECT PATTERNS: 

The organic or geometric 
organization of individual 
elements, objects or groups 
of objects in a purposeful 
arrangement that reflects 
our design language. This 
can include how dressing is 
arranged, how elements 
within a set are laid out, the 
organization of leaves ona 
plant, individual plants ina 
group, how trees are 
placed, how buildings are 
grouped, how clumps of 
hairs are organized ona 
head, etc. 


Maintain a good 
balance of complex 
and subtle materials 
to areas of visual rest 


SUBTLE COMPLEX 
DETAIL DETAIL 


The ratio of material 
complexity will be 
based on group 
association 


OBJECT PATTERNS 


This can also apply to 
lost and found elements 
like snow patches that 
give the impression of a 
stand of trees. 


Both of these reference images are good 


When applicable, dress 
objects in a consistent 
pattern or along a grid 


j 
{ 
i 
i 


examples of using repeating motifs to 


create a screen-space pattern. 


SHAPES 


> 


simplified or filtered versions of the NN hard spec require extra 
shapes, values, colors and details that are [Se ad detail or complexity 
influencing that reflection. These will be utilize specs that have a 
extremely simple and stylized. The = pattern breakup, _ like 


information needs to be compressed and - hammered metals. They 
can add needed detail 


without sacrificing the 
style 


For all of the world and selfreflections, use f When broad forms with 


Metals, reflections and 
specularity are among the most 


important elements to the 


NIMONA look. Caricature the simplified dramatically to create an 
natural properties to GiaGlathe editorialized caricature that functions 


stylized look. To maintain naturally. See Shader Dev documentation 


consistency, we will be limiting (A 
the types of specularity to: \ | 


chrome. glass, high gloss 
materials, reflective surfaces 


- 
~ a 

a= 
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— == 
tarly metal look developmen 
pluersky stusies 
brushed metals. semi-gloss Below is an example of any early test that was F i i 
: or objects with a low 
materials, anisotropic materials extremely successful. Note the highlight on the surface ‘aied.. remove: all 


lion's face on the pauldron, the variety and 
simplicity of glints and the simplified types of 
spec. One thing to watch out for here is the 
amount of values in the glint on the pauldrons 
It is starting to border on too complex. 


occlusion and flood the 

entire area of _ that 

individual piece — with 

only one color ID (the 

average of the color at that 

moment). This applies to 
all metal edges. 


default for everything else: matte 
metals, skin, cloth, wood, etc 


mas, It was 
the look amd 


This test blew people's ™ 


mally cracked 


where we f im our style. 


execution of metal 


ilm was ave 


i 


ook of the F 
chaser ond ighti"g 
Angel Camacho, 
ing, Don McCamm, 
Yo and Nathan 


So much of the | 
yo the early 
development done by 
Matt Hormback, Adam K 


czter Offertaler, Emily 
= Zeichner. 


Everything on this film uses 
those three types. Extra details 
(etched lines, rust, dirt, etc...) can 
be added, but the base 


properties must stay the same. 
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MATERIALS 


Transition Areas 


There will be no true soft 
edges or gradients in 
materials or color. When 
encountering edges or 
transition areas that would 
naturally be soft, utilize 
graphic micro detail, color 
and value to create a 
stylized transition. 


Be aware of accidentally 
crealing false or perceived 
gradients by adding too 
much micro detail and/or 
too much color or value 
variety. Try to maintain the 
graphic read by adding just 
enough detail that it hints at 
a transition, but not so much 
that colors visually mix. 
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Each major location will have 
a specific color theme. The 
four major locations are: 


-Medieval Village 
-The Noble Kingdom 
-The Institute 

-The Peasant World 


- The Institute is 
the power and control in the 
city. The protectors. They use 
the myth of Gloreth and the 
fear of monsters to impose their 
masked totalitarian regime on 
the populace. The colors 
should reflect the image they 
create of themselves: stable, 
strong and benevolent. 
Utilizing a classic palette 
reserved for the hero, they 
position the Institute as the 
shining gold savior. The white 
knight. White, gold and dark 
royal blues make up their 
main color palette. They also 
accent with green to harken to 
the idyllic, pastoral past. Their 
palette is heavily biased 
toward the high key value 
range, and the color design of 
Institute-related areas is 
clean, spartan and sterile. 
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THE INSTITUTE 


There are two colors on our 
film that are associated with 
specific ideologies. Based on 
their presence or level of 
influence in a specific shot, 
these colors will be more or 
less prevalent. This rule, 

with a few exceptions, should 
be used subtly but can affect 
lighting choices, local color or 
even dressing choices. 


Nimona- her eel, 


acceptance, plurality, fluidity, 


freedom and change. 


GOLD 
The Institute- their ideology, 
nonacceptance, rigid social 
rules, historical/medieval 
thinking and control. 
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Each major location will have 
a specific color theme. The 
four major locations are: 


-Medieval Village 
-The Noble Kingdom 
-The Institute 

-The Peasant World 


- Nestled 
in the mountains, the old village 
is lush, green, pastoral and 
idyllic. 


Peace - The medieval village 
that Nimona and Gloreth 
grew up inis filled with 
patchworks of warm 
farmsteads, old grey stone, 
thatched roofs and rolling 
fields of verdant grass. 
Waterfalls feed the tranquil 
river that meanders through 
the village center. 


Fear - The colors change to 
analogous hues dominated by 
reds. The shadows are deep 
and pernicious like the fear. 
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- The 
pristine utopia. A thriving 
modern-medieval metropolis 
It bleeds wealth, prosperity 
and opportunity...as long as 
you are nobility or at least a 
citizen. 


: 


Reserved for peasants and 
noncitizens, it is older, run- 
down and more akin to the 
medieval cities of the past. Its 
colors are more muted colors 
and earth tones. 


LIGHTING 
ens Effect 


To et amera 
naturalism and 


s iI leak, bo! 

and flares. Like rythi 
else in our film, mak 
sure all lens effec 


designed 


Lighting on Nimona should be 
treated naturalistically. Since 
our designs are so simple, 
graphic and flat, we will want 
to balance that out by utilizing 
naturalistic lighting and 
real-world camera techniques. 
The goal is to create a 
sensitive, sophisticated frame 
that feels similarly 
photographic and nuanced 
when compared to an actual 
photograph. 


= Ny, | 


In these five frames, you can see 
how a graphic, stylistic approach in 
design is paired with naturalistic 
lighting. The result is a balance of 
the two that brings them into an 
imaginative but tangible and 
sensitive reality. 
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Light on our film represents 
acceptance. The way it 
interacts with our characters, 
its intensity, the amount, the 
quality and its use as a 
compositional framing device 
all contribute to what is being 
said about those characters’ 
relationships with acceptance 
at that moment. It can also 
represent exposure and be 
used to out or reveal a 
character and give them no- 
where to hide. 


Conversely, shadow 
represents nonacceptance 
With shadow, we can drive 
characters into hiding and 
force them to suppress their 
true selves. 


This is the biggest visual 
thematic for our show 
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art by aidan Sugano 
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Chromatic Aberration 


When Nimona’s philosophy 


at its most intense, she wil 
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the full range of prisine 
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| Light in our film represents acceptance and exposure of one’s true self. Shadow represents 
nonacceptance and concealment. Every choice in our film needs to purposefully reflect 

how the characters are navigating in regard to those ideals. This can be seen in how we 
utilize our lighting, how we compose with light, the intensity of our lights and even the act of 
moving our characters into or out of light. Below are a few examples of how this concept 

COMPOSITION applies when light interacts with our characters: 


INTO LIGHT, INTO SHADOW 


moving in or out of light 


Our characters can be: 


entirely in partially in 


7 3 oo 
> Gare 


~~ 


aA } 
kissed by a little... ora lot 
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stepping out of entirely out of 
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ay Light in our film represents acceptance and exposure of one’s true self. Shadow represents 
nonacceptance and concealment. Every choice in our film needs to purposefully reflect 

how the characters are navigating in regard to those ideals. This can be seen in how we 
utilize our lighting, how we compose with light, the intensity of our lights and even the act of 
moving our characters into or out of light. Below are a few examples of how this concept 
applies when light interacts with our characters: 


INTO LIGHT, INTO SHADOW 


moving in or out of light 


COMPOSITION 


stuck between 


Our characters can be: 
1 5 


isolated by 


ff" 4p ra be 


moving in and out of 


revealed, exposed or outed by lalteliatemacelaal 
retain + a * U i 
7 = 4 ey i 
yf ( ‘ oF \ 
fa 4 a Ue 


grouped in or grouped out of turning away from 


[FH Utilize graphic compositional blocks or elements of light and shadow to further 
illustrate the theme. Based on the emotional and psychological purpose of the shot, 
INTO LIGHT. INTO SHADOW characters can be staged and/or framed within, without, on the edge or moving 


through these elements. Below are a few examples of how this concept applies when 
our characters are composed in relation to light: 


Our characters can be: 


framing against light or shadow 


i i 


he _% 
¢ 


..or shadow 


a 


excluded from trapped by 


i ava a % f) 
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divided by 
J r% 7, i id 
Mi rh sim x: 2V ( 
\ A @ en 
outside of bringing others into pushed into or out of moving toward... ..or away from 
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[FH Intensity and exposure can also be utilized to reinforce the characters’ relationships to 
acceptance. Blow out lights when characters are overwhelmed by acceptance. Dim 

shadows to black when they are being suppressed. Reduce lighting to the extremes in 

extreme situations and blow away detail to enhance the psychological state of our 


INTO LIGHT, INTO SHADOW 


obscuring or revealing with intensity 


characters. 


blow away all detail with blooms and bokeh 


‘ols 


et tes! 
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underexpose to overwhelm, surround or push characters farther into the shadows 


do it all at once 


overexpose to overwhelm them by exposure or flood with emotions 


320 


Perceived ag occlusion or soft shading) 
to let the underlying work shine through 
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LIGHTING 


These are the major areas of 
focus that define the look on 
NIMONA. 


-Graphic Key Light 
-Simplified Occlusion 
-Creaselines 

-Simplifed Specularity 
-Shape-Driven Eye Dings 
-Stylized Hair Specularity 
-Subsurface 

-Broken Edge 

-Bloom 
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GRAPHIC KEY LIGHT 


we Key Light 


All key lights should have a 
hard, stylized terminator 
without any gradation. 
Where applicable, a 
textured, broken or stylized 
edge can be used to indicate 
a specific material. However, 
this should be used very 
sparingly and will be 

called out in these specific 
cases. 


The one exception to this rule 


is skin, which will have a 
clamped, tight gradient to 
reduce the ‘boiling’ caused 
by deformations. 


—~ Cast Shadow Line 


All cast shadow lines (with a 
few exceptions) must stay 
razor-sharp without any 
dither or gradation. 
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LIGHTING 


f Foct 


These are the major areas of 
focus that define the look on 
NIMONA. 


-Graphic Key Light 
-Simplified Occlusion 
-Creaselines 

-Simplified Specularity 
-Shape-Driven Eye Dings 
-Stylized Hair Specularity 
-Subsurface 

-Broken Edge 

-Bloom 


SIMPLIFIED OCCLUSION 


Simplified Occlusion 


The goal on Nimona is to 
maintain the flat, graphic, 2D 
look. Soft edges can quickly 
break the style and push the 
look into the more traditional 
3D zone. As such, occlusion 
needs to be handled 
carefully, purposefully and 
sparingly. Occlusion and 
form shading should at all 
times be: 


-extremely subtle 

-felt, not seen 

-controllable (so it can be 
tailored to the specific 
lighting situation but not 
exceed the maximum 
amount) 


Occlusion Removal 

There will also be cases 
where we will need to 
remove or mask out the 
occlusion entirely from 
certain objects to maintain 
the correct density of detail 
in the overall frame. A good 
example would be Nimona’s 
earrings, which are thin 
enough to need all occlusion 
removed except potentially 
in extreme closeups. 
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LIGHTING 


as of Focu 


These are the major areas of 
focus that define the look on 
NIMONA. 


-Graphic Key Light 
-Simplified Occlusion 
-Creaselines 

-Simplifed Specularity 
-Shape-Driven Eye Dings 
-Stylized Hair Specularity 
-Subsurface 

-Broken Edge 

-Bloom 
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CREASELINES LIGHTING 


Areas of Foct 


These are the major areas of 
focus that define the look on 
NIMONA. 


Creaselines -Graphic Key Light 
——————— SSS SSS -Simplified Occlusion 
Since we are reducing 
occlusion across the film, 
creaselines will be used to 


-Creaselines 
-Simplified Specularity 


replace the occlusion -Shape-Driven Eye Dings 
information in deformations -Stylized Hair Specularity 
and support the subtlety in Boupetnicce 

facial performances. Each 

set of creaselines will be -Broken Edge 

tailored to the nuances of -Bloom 


each character's needs. See 
creaseline drawovers for more 
information. 


creaseline tech by adam burr 


art by jeff turley and aidan sugano 


SIMPLIFIED 
SPECULARITY 


Simplified Specularity 


/ For reflective surfaces with 


small surface area (scale mail, 


rivets, studs, metal edges, 
etc...), the entire shape is 
flooded with the solid color 
and value of the reflected 
light that is occurring in that 
instance. All world 
reflections, soft edges and 


occlusion have been removed. 


These simplified ‘glints’ would 
be turning on and off and 
changing based on the real 
lighting information in order 
to maintain the naturalistic 
properties of the light and 
material but in a simplified, 
caricatured way. 


For the most part, this is 
independent of the actual 
shape of the reflective object. 
For example, Nimona’s 
earring is simplified to a solid 
flat color for the base metal 
and the stylized highlight. All 
geometric modeling has 
been removed. 


For more information, see 
Reflection and Specularity 
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LIGHTING 


These are the major areas of 
focus that define the look on 
NIMONA. 


-Graphic Key Light 
-Simplified Occlusion 
-Creaselines 

-Simplifed Specularity 
-Shape-Driven Eye Dings 
-Stylized Hair Specularity 
-Subsurface 

-Broken Edge 

-Bloom 
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SHAPE-DRIVEN 
EYE DINGS 


_ Shape-Driven Eye Dings 


Eye dings should be hard- 
edged, simple, geometric 
shapes without any sof 
edges or gradients. Avoid 
using circles. Only utilize 
polygonal shapes. Try to 
choose a shape that 
reinforces the power 
dynamic of that scene. For 
example, if the Institute is 
controlling the scene, 
utilize diamonds. If Ballister 
is in control, utilize squares. 


Nimono 
Influenced 


Ballister 
Influenced 


Vv 


Goldenloin 
Influenced 


art by jeff turley 


EYE DING CHART 
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Institute 
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LIGHTING 


of Foct 


These are the major areas of 
focus that define the look on 
NIMONA. 


-Graphic Key Light i ae . ’ ——— —— 
-Simplified Occlusion Y e 
-Creaselines 

-Simplified Specularity 
-Shape-Driven Eye Dings 
-Stylized Hair Specularity 
-Subsurface 

-Broken Edge 

-Bloom 


path 
(highlight can deviate 
slightly in position on 
Limited Sources 
a needs to maintain the 
There should be no more overall trend) 
than two anisotropic 
highlights total. In this case, 
there is one related to the 
key and one related to the 
fill. Be aware of balancing 
intensities as well. One 
highlight for the most part 
should be stronger than the 
other. 


ne 


simple, gestural 


separate hair clumps but 


STYLIZED HAIR 
SPECULARITY 


——$__— 


———. Anisotropic Specularity 


Anisotropic hair highlights 
will also be handled using a 
graphic approach but should 
be driven naturalistically by 
the actual light. 


soft, dithered edge 


(farthest from light source) 


hard edge 


(closest to light source) 


strand breaks 
(to hint at and define strand 
and clump detail) 336 
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Sample Frames 


render by blue sky studios 
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paintover by aidan sugano 


TARGET PAINTOVER 
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render; dneg animation 
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renders: dneg animation 
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BREAKDOWN. 


BREAKDOWN. 


BREAKDOWN, 


BREAKDOWN. 


BREAKDOWN; 


Paimtover - 
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Paimtovers : aidan Sugano 


>maintain a clear, simple value structure 
> check in Qreyscale 
5. avoid vignetting/seperation with obvious. Gradients 
e mane Surfacing to reduce light compiecke 
7. maintain plenary 
s . 8. maintain clear Seperation of elements. 
Fa through value 
. . a 9. avoid blow Out, burn, lifted darks, pure black 
’ n o ‘detall complexity 
io 
; ion ? 
render: dmeg animat 


10. try to avoid 3 tone tight ser 


4. ute gint 


"00W ‘tales 
at distance 


@ tarcer 
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29. hair look 
30. broader, simpler hair highight 


31. creastines: always roto ont Small shadow shapes 
32. lens effects should be bolder, larger 


Paimtovers : aidan Sugano 
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THE SHAPESHIFTER 
IN HER ADVENTURE WITH HUMANS. 
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Imagine standing amidst a collective of cre- 
ative punk-rock souls, all united in the quest 
for Originality, innovation and progress. Each 
Page of this book you turn echoes the fervor 
that birthed this cinematic masterpiece, from 
the vision of ND Stevenson — the spark of 
this charming tale — to the first iteration of the 
Script, and finally to the breathtaking scenes 
that ignite curiosity in the hearts of us all. As 
you flip through this book, allow the surge of 
unstoppable creativity to inspire you, elevate 
YOUur spirits and rekindle your passion for the 
craft. This is exactly how we felt as we all 
worked day and night to breathe life into this 
special tale, surrounded by the finest artists 
and visionaries a film could ever boast. We 
aimed to distill the essence of the film into this 
book, allowing you an all-encompassing view 
of our creative experience. Immerse yourself 
in the magic of this captivating film we are 
immensely proud to Present, a film that took 
a left turn after the three stars and headed 
straight into magical mayhem — Nimonal! 


Jeff Turley 
08.18.23 
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